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Abstract 
The purpose of this project is to examine and evaluate the claim made by art philosopher Arthur 
C. Danto, namely that art died along with Andy Warhol. We will be looking at the subject from 
both a historical and philosophical point of view. By exploring the evolution of the concept of art 
throughout history using several historical sources, the project will first create a base from which 
to evaluate Danto’s claim. We will then be examining Danto’s written works at length, and finally 
create a discussion regarding their content and validity from historical and philosophical 
standpoints. 
Resumé  
Hvad er kunst? Dette er et spørgsmål stillet af mange filosoffer såvel som kunstnere gennem 
historien. Hvor med svaret er svært at præcisere har der indtil det 20. århundreder været en 
umiddelbar forståelse af hvad det er der skiller et kunstværk fra et ikke kunstværk.  
Filosoffen Arthur C. Danto erklærede at kunsten døde med Andy Warhol da han bragte kopier 
af dagligdags objekter ind i gallerierne som værende kunstværker. Danto udtalte at når man 
ikke længere kan se forskel på kunst og ikke kunst, holder kunst op med at eksisterer. Vores 
projekt er bygget på en undersøgelse af Dantos argumenter for hans erklæring og ved at danne 
os et overblik over kunstens udvikling igennem historien og de forskellige funktioner kunsten har 
haft gennem tiden har vi kritisk taget stilling til hans udmelding og spurgt os selv om kunst 
overhovedet kan dø? 
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Introduction 
What is art? This question has been posed by many, from artists themselves to critics and 
philosophers. While it seems extremely difficult to pin down an exact definition for art, we all 
seem to have a skill of recognizing it and differentiating art from something that is not art. 
Through history, the concept of art has evolved greatly - and continues to do so. From 
cave paintings to refined aesthetics, from Dadaism to Pop Art, the development of art is vast 
and has proven itself to be unpredictable. With every new wave there is suspicion and 
resentment - yet the concept of art has continued to evolve, experiencing a re-birth time and 
time again. The main focus of our project is to explore this development, and subsequently 
examine the claim made by art philosopher Arthur C. Danto, who stated that art died with Andy 
Warhol. By bringing a replica of an everyday object, a Brillo box, into an art gallery as art, 
Warhol burst through all previous boundaries of art. With this new approach, anything could 
suddenly be art, even something so obviously mundane as a household object. But if anything 
could now be art, what was left? And more importantly, can art die? 
Our group came together at the group formation on the basis of a common interest in art, 
especially modern art. We started the process by raising the question of is it art? amongst 
ourselves. We had all at one point or another wondered who or what decides if a drawing, a 
painting or a sculpture is good or bad, whether it is art or not art. Within the group we all 
consider art a part of our everyday lives. We appreciate and admire art, we criticize it and we 
are inspired by it. We all often visit the museums and see art we like and art we dislike, art that 
instantly speaks to us and art whose purpose leaves us confused. We believe we know art, but 
when faced with the dilemma of defining what a particular art piece needs in order to be 
considered art, our minds are left a little blank. Sure we can make reasonable suggestions, but 
none sufficient for our contemporary world, where it seems anything can be viewed as art.  
Our common motivation is to gain a broader knowledge and understanding of art now 
and in history, the art industry, whether it's actually true that anything can be art and what this 
means to the general concept of art. We all agreed that the philosophical dilemma of what is art 
is too extensive to attempt to solve in a second semester project and we needed to be more 
specific in our focus. We finally decided our main focus will be Danto’s notion of art having died 
with Andy Warhol, and we have made the effort to get familiar with his thoughts and views by 
reading his work extensively. In order to understand this, we have also explored the history of 
art in general, most importantly to look at points in time, when art can be said to have ‘died’ 
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previously. As with every new wave and era art gets redefined, it has been important for our 
group to further our knowledge in the history of art as we have gone along. 
Danto’s opinion on the end of art is quite specific, well-articulated and thus fruitful for us 
to examine. We have searched for counter-opinions and differing views, e.g. other art 
philosophers and critics, who have commented on the same phenomenon, directly or indirectly. 
We have also opened a discussion of our own. As the definition of art is multi-faceted and the 
concept of art itself so subjective, it has proven to be valuable to approach the subject from 
different perspectives, while remaining open to leave things somewhat unresolved. In art, all 
ends are left open. Ultimately, our success in this project will come first and foremost in being 
able to discuss our subject matter in a varied and open-minded, yet critical way. 
The dimensions that our group has considered appropriate for the project are Philosophy 
and Science, and Culture and History. As we are examining the ever-changing concept of art 
through the eyes of one of the most influential art philosophers, Danto, the first dimension is 
clear. With a concept that is in many ways abstract and difficult to define, we are using a 
philosophical approach throughout the project to gain clarity on the issue - looking at it with a 
critical, yet open-minded view. Culture and History is also imperative in discussing the 
development of art, and recognizing its evolution and impact throughout the times. Getting 
familiar with the previous eras and events in art enables us to put Danto's claims into the correct 
context, as well as gaining an understanding of whether or not such claims can be made in the 
first place. 
 
Motivation 
The project proposal was made by one of the group members who became interested in 
the philosophical aspect of the art-world after a Philosophy and Science class on the subject 
last semester. From the beginning there were a slightly bigger interest in working around Andy 
Warhol. Although many aspects of art were debated because of interest. Finally the group 
decided that the project should be about the philosopher Arthur Danto’s claim, and the evolution 
of art history. 
An iconographical book about Andy Warhol was written by a philosopher who was 
interested in Warhol and the role he played in the history of art, Arthur C. Danto, this book was 
never supposed to be a biography of him, but was instead he wrote a book upon the icon of 
which Andy Warhol had become to the American people. After discussion, the group decided 
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that his theory of the end of art was quite interesting as well as disturbing, since art is still 
produced and one could see it all around, even though the perception of art in modern times 
have changed. 
The group had a good chemistry and we were able to communicate on an honest basis. 
Although two of our group members decided that they would not stay until the end to finish the 
project, we never lost faith in the project or which direction we should take it. The group was 
determined on its approach as soon as we had decided on the topic. From then on we started 
reading the theories of Danto as well as literature on historical art periods and books of 
aesthetics in art. Not everyone in the group had a pre-existing knowledge of art but everyone 
caught up with it. 
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Methodology 
In order to understand how we have approached our project we need to clarify the 
methods we have used. Our project is a theoretical project, the reason for this is based upon 
the foundation of our project, the essay The End of Art by Arthur C. Danto. The main reason for 
writing the project theoretically instead of empirically is because of limited resources and time 
for a project like this. 
Our main source is the theory by Arthur Danto After the End of Art, we wanted to use the 
original piece but have not been able to locate it. This will be described more thoroughly later 
on. This essay is a philosophical text defending previously stated arguments as well as 
explaining the arguments further, for a clarified understanding. One can argue that Danto’s 
theory is based upon a more rationalistic view, rather than an empirical one, based on the fact 
that it seems as if The End of Art theory is produced only by enough reasoning to make it true. 
We looked at the world surrounding us and the art that keeps on being produced - this 
confronted us with the fact that the reasons presented to support Arthur Danto’s theory did not 
stand – as well as the conclusion in itself. The artworld itself was overpowering Danto’s 
arguments with logistical evidence that art has simply changed (once again), and therefore did 
not die with Pop Art. 
As a whole we are using a classic philosophical thinking approach to the project. The 
classic philosophical thinking was upon Danto’s theory. We started this process by critically 
reading our main source upon his theory. We had to be true to ourselves on whether or not we 
agreed upon his claim. This we did through critical thinking and debating - we threw different 
argument of his in the air, and some of them we caught to look at further and some landed on 
the ground. Besides our own critical approach we also questioned The End of Art theory, with 
the use of the critical essay by George Dickie The Tale of Two Artworlds, in which he tries to 
clarify Danto’s view upon Dickie’s theory about the Institution of art. In the critical essay, Dickie 
touches base with some of the contradictions as well as the structure of Danto’s essay, which 
had made the misunderstanding happen in Danto’s theory. We will explain some of the 
contradicting points further on in the project.  
The progression course by Frej Klem Thomsen, was upon the argumentative method of 
looking at various arguments and how to recognize the fallacies as well as the validity of an 
argument. This course was helpful in understanding the structure of an argument. Alec Fisher 
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speaks of “thinking things through” in The Logic of Real Arguments (Fisher, 2004: 2). This we 
did by questioning Danto’s theory, not only by using Dickie’s essay, but also determining 
whether or not we agreed with the End of Art claim. One of the important things when analyzing 
an argument is to look at the premises as reasoning, and to see if they are coherent with the 
argument for it to be valid. Bowell and Kemp explain the different fallacious arguments, which 
can also be used to characterize different types of arguments, and illustrate valid and invalid 
arguments (Bowell and Kemp, 2009: 203-4). With these argumentative tools at hand we were 
able to not get persuaded by any of the philosophers, and continue with the critical thinking. To 
comprehend the philosophical language used in our sources, we have to really put our minds at 
work. In the end the critical thinking of our empirical data lead to a critical writing process, which 
later has resulted in this project. 
Besides being a theoretical project, it is also build upon empirical data. Our reasoning of 
using a historical method, was made clear in our progression course concerning History and 
Culture, by Jakob Egholm Feldt. We first recognized that we needed a general knowledge of the 
history of art to understand why Danto declared art dead at the time he did. We needed this to 
create a systematic examination of events in art history. Our empirical data are mainly 
secondary sources but were all carefully selected by making sure that it was authenticated 
through the use of various sources which all lead to the same notions.  
The nature of our project is in the philosophy of the question of art, and we could have 
chosen to do an aesthetical analysis of the art of Andy Warhol, and other newer artist to show 
that art did not die, but our interest did not lay within the aesthetic aspect. Warhol’s art has 
raised questions in the artworld by imitating common everyday artifacts, but we wanted to do a 
philosophical research initiated by The End of Art essay, and look at the linguistic arguments of 
the end of art, instead of only the visual.  
 
Theory 
Our project is focused on the development of art throughout history but also in examining 
the theory that Arthur Danto has developed in 1984 in his essay The End of Art. The theory we 
use is of Arthur Danto, who claimed that art died with Andy Warhol.  
Arthur Danto’s claims about art being dead came a few years after he saw Brillo Boxes 
created by Andy Warhol, which was the exact replica of the ones that anyone could find in the 
stores. This made him think that if there are two things that are exactly the same how can it be 
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possible that one them can be considered art and the other one just a simple object. According 
to Danto, when art had no limits and the artists could do whatever they desire, art ceased to 
exist. 
Danto has come to this conclusion when he realized that art has nothing more in 
common, still, this does not mean that art would not be created anymore. Artists will keep on 
creating art but because of the fact that it is going in all directions, the paintings will not have a 
great post-historical meaning. In history every piece of art from a specific time period had 
something in common but in Pop Art this common appearance no longer existed which 
according to Danto lead to the end of art. Danto and Wittgenstein agreed on the fact that art 
does not have a definition and he also agrees with Hegel that in order to define a piece of art it 
has to fulfill two conditions, namely, the content has to be defined and the means of 
representation has to be clear. The philosopher, Hegel also considered that art has ended, but 
according to his theory, art ended after the Enlightenment period to Romanticism, his theory has 
been based upon the investigation of spirit, which is used when discussing about art. 
Even though Arthur Danto claims that art died this does not mean that artists would stop 
creating worth full paintings, he considers that history of art died but this leads to a new 
beginning for modern art where anything can be considered art. 
Throughout time several philosophers have been commenting on the way art has 
changed and the role it played in our society. We have been looking and other philosophers 
such as Clement Greenberg and Robert Hughes and Eric Hobsbawn whose theories have been 
helping us in get started with our project, but we decided to focus more on Arthur Danto’s theory 
due the fact that his claim was the one that intrigued us right from the start.  
 
Critical Discussion of Literature 
Our project is based upon philosophical literature and empirical data to create a historical 
understanding of the different art periods. The empirical data we used, are historical sources 
telling the history, and aesthetics of art during different time periods such as the early art of 
cave paintings, to e.g. Realism and Dadaism. We chose these periods to show that art has 
been declared dead or potentially dead before, like Hegel suggests during the transformation of 
art from Romanticism to Realism, like is explained later in the project. History is history and 
even though art can be interpreted differently - art was still created at the times and places 
stated in the sources even if the books are based upon secondary sources. 
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Our theoretical part of the project is based upon Arthur C. Danto’s theory The End of Art. 
But the literature we used was After the End of Art: A Philosophical Defense (1998) - because 
for some reason, it was difficult for our group to locate the original essay named The End of Art, 
in which he presents his thoughts and ideas upon his theory. Our difficulties with the finding the 
essay will be described further down. 
 
In our theoretical part we are also using George Dickie’s essay The Tale of Two 
Artworlds, from the book Danto and His Critics (2012). This is an essay responding to critique 
Arthur Danto has raised towards Dickie’s Institutional theory of art. We decided to do this to gain 
added perspective upon Danto’s theory. Even though the essay by George Dickie does not 
comment directly upon whether or not art died with Warhol, it does comments on some of the 
flaws the theory of the artworld contains, as well as defining what differs art from common 
artifacts. These things will be discussed further in the project. 
Our project also touches upon Arthur Danto’s fascination with Andy Warhol. To describe 
this we are using the book Andy Warhol by Danto himself. In this he explains Warhol’s art and 
how he came across it. We do not question Warhol’s art, but instead use him as the breakpoint 
to go into our project and question the theory of the imitation of reality being a part of killing art. 
Andy Warhol is important to our project but it was unnecessary to bring in opponent arguments 
to Warhol – because our project after all, is about Danto’s theory The End of Art.   
 
Where did The End of Art go? 
The group had an awfully difficult time finding Arthur Danto’s original essay The End of Art 
(1984). We therefore turned to other alternatives, which lead to the project being based upon 
the literature of After the End of Art: A Philosophical Defense from 1998, as mentioned above. 
In this defense Arthur Danto responds to critique points toward his theory The End of Art. This 
was the best alternative to the original – through several sources and essays by Arthur Danto 
we managed to create a nice comprehensible understanding of his theory.  Although we first 
aimed to use the original essay, we have later come to realize that the alternative is in fact more 
fruitful due to its broader content and depth. Being written a decade after the original, After the 
End of Art contains more developed reflection than its predecessor.  
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Not being able to locate the essay was truly frustrating, and what made it even more 
frustrating was reading all these excellent essays all referring to The End of Art essay - but 
none of them were referencing it. How could this be? we asked ourselves. Did this essay 
actually exist? It had to - even Danto himself referred to it: “In 1984, I published an essay flatly 
called ‘The End of Art,’” (Danto, 1992: 229) but still no references. Not even the common search 
field Google nor Google Scholar were of any help. What had occurred to this mysterious essay, 
and why was it so ridiculously hard to find? 
In the end we decided to go with After the End of Art. But a week before the turn-in we 
actually came across the essay in his book The Philosophical Disenfranchisement of Art. The 
mystery was solved. Even though we found  the original essay, we still decided our project to be 
based upon the essay After the End of Art. The reason for this was, that this essay explains the 
theory more thoroughly, although it does not consist of every thought he had developed at that 
time. This essay, rather than The End of Art (1984) goes straight to the point of the theory, 
instead of strolling around it. 
 
Problem Formulation 
The problem formulation, around which our project operates, stands as the following: 
Is art dead, as claimed by Arthur Danto? What does this claim mean, and is it a question that 
can be asked? 
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Concepts of Art in History 
 
What is that thing which we call art? Philosophers throughout history have tried to 
answer that question and many theories have arisen. When looking at the concept of art 
through history it is clear that it constantly changes and that it seems extremely hard to put 
exact words on what the artness in art is. We believe that in order to understand the art of today 
it is important to understand the history and transformations that art has undergone throughout 
time. 
As long as there have been humans there has been art. Some of the earliest forms of 
representational art found are paintings on cave walls in France (Chauvet-Pont-d’Arc), and are 
dated more than 30.000 years back (Khan Academy, 2014). These paintings illustrate mainly 
animals but also some humans. They are a mixture of realistic and non-realistic images. It is 
hard to know the purpose of these painting, but in a time where the structured written language 
as we know it today did not exist, it can be assumed that the painting was a way of telling a 
story and recording events that were important to our Paleolithic ancestors. 
The ancient Greek did not have a specific word for art, but they had no doubt what 
distinguished a piece of art from an ordinary object. Socrates saw art as a mirror held up to 
nature, and Plato saw art as imitation or representation. The classic painters painted what the 
eye saw, a representation of reality such as portraits, shapes and forms. During the 
Renaissance painters were striving towards a naturalistic image concealing their pencil strokes 
and paying close attention to details.  There were set rules of academic painting such as the 
use of composition, use of colors and how to engage the audience in the story of the painting. It 
seemed there was a more clear idea of what art was - a work of art could be recognized and 
distinguished from a non-art object. Art was commonly understood to not be functional, with no 
“aura of utility” (Danto, 2000: 130). For a long time paintings were “the primary dominant public 
speech” (Hughes, Shock of the New: ep 8) designed to tell people what to believe in, strengthen 
their faith, telling them how to behave and what values to adopt. 
 
In the middle of the 19th century a new art movement started in France, sparked first by 
the liberalization of the French Kingdom in 1830 (Nielsen et al. 1999: 140) and later by The 
French Revolution: Realism. Already at that time academic traditions were challenged and 
modern art was born. Where in the romantic era paintings were stylized and had to be beautiful, 
the Realists described in their paintings the everyday life of people and it was often things that 
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were not beautiful like elderly, sick and disabled people. By the end of the 19 th century 
Impressionism emerged, changing art history forever. Challenged by photography, the artists 
were seeking new ways of interpreting the world to justify their art in the face of the challenge 
from photography. The Impressionists broke with the classical school of painting and in their 
pursuit of naturalism their pictures were seen as tending towards abstraction, and were not 
accepted as art at first. Going from being structured, composed with the artist doing everything 
they could to conceal their own emotions in their paintings and with the purpose of telling a 
story, artists now used paintings to express their emotions, a fleeting moment. Freeing 
themselves from the classic school of painting the Impressionist laid grounds for new and even 
more abstract tendencies in the art community, and soon a confusion of styles and schools 
arose, leaving chaos of expression with little logic and with no obvious motifs. 
 
Visual art had broken with the past and had developed from having an informative 
function and being a representation of ‘nature’ in a time where the majority of people were 
illiterate to being an expression of what the artist found to be essential and not necessarily what 
anybody else wanted. Artists went on to experiment with the boundaries of art, and with the 
artist Andy Warhol in the front, making art out of everyday objects such as with his Brillo Boxes, 
it seemed almost impossible at times to distinguish art from non-art. Arthur Danto stated, that 
when you could not tell art from reality, art ceased to exist, which brings us to today’s debate of 
what art is. In ancient Greece a piece of art was easily recognized as art, and the question of 
what distinguishes a piece of art from a non-piece of art was never asked. In a conversation 
between Steven Zuker and Sal Khan (Khan Academy), they are talking about just that question. 
They talk about how Warhol’s Soup Cans pushed peoples thinking by taking something as 
mundane as the Campbell’s Soup cans and making them the focal point, and forming your view 
of it in a different way – that is why it is art, that is what makes it interesting, they claim. At the 
same time they bring up the question of what it means to change the language of art. They 
discuss that Warhol’s time was right for refocusing ideas but raise the questions of how art 
relates to our historical moment today, and what it is about our culture that is really important 
and authentic. Bringing us back to Arthur Danto’s claim that art died with Warhol – how can we 
reinvent ourselves or refocus ideas at a time when everything has been done and there are no 
longer any rules? 
 
In this project we will be looking more closely at Arthur C. Danto’s statement and the 
reasons for such a claim. Did art really die? And if so, is it then not retrievable? Could it be 
possible that art died earlier, say with the birth of the photography? And in this myriad of what 
we call art today, what is it that distinguishes a piece of art from a non-piece of art?   
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Medieval Art 
 
 In the early Medieval period, the Roman Empire split into two different empires: the 
Western Empire and Eastern Empire known as the Byzantine Empire. Due the fact that the 
Western Empire had been invaded by Germanic tribes the Empire no longer had one 
centralized authority. In comparison to the Western Empire the Byzantine Empire remained 
strongly united under a single authority, which lead to a development in religious art through 
icons (Khan Academy 2014). The Medieval Period is considered to be an era in which 
Christianity developed in Europe ( Khan Academy 2014).  
 
     Icons are known to be images of saints. They are designed in order to create a stronger 
relationship with God. These images also have the power to influence viewers and to induce a 
deeper atmosphere than most art forms, but also to represent different feelings such as 
happiness, sorrow, pain and joy (Cormack, 2000: 2). 
Through the sixth and seventh century, there were some blurred ideas about the differences 
between an image that helped the Christians pray, and an object that was venerated by them 
(Honour, 1995: 291). Soon after an increasing demand of icons had started throughout the 
Byzantine world and the face of God to be more often encountered in the icons (Honour, 1995: 
291). 
In 730, Emperor Leo III, gave the order that all  paintings representing Virgin Mary, Christ 
or any other saints to be destroyed. This lead to a conflict between Christians and the 
Iconoclasts (Honour, 1995: 291). Iconoclasts were people that considered icons idolatrized. 
After the Iconoclasm was defeated, in 843, Orthodoxy became an important religious concept in 
the Byzantine art (Honour, 1995: 292). Icons such as the one of Adam and Eve, representing 
Eve as being tempted by the serpent to overrun God’s word, have placed women in a less 
favorable position. In order to try and reverse this image, theologians have considered that 
positioning Virgin Mary as an important woman pure and uncorrupted would improve 
women's position (Honour, 1995: 294). 
 
Renaissance 
 
It is generally agreed upon that the period in history known as the Renaissance started in 
Italy in the beginning of the fifteenth century and ended in the sixteenth century, or as some 
believe, after the death of Italian painter and architect Raphael  in 1520. The direct translation of 
the word Renaissance is rebirth. The Italians of the period regarded it as a rebirth of literature 
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and art. They considered this period highly superior to any other since the fall of the Roman 
Empire (Murray &  Murray, 1970: 7).    
At the beginning of the 14th century, the art in Italy was influenced by Roman art and 
Christian tendencies. A few years later, Giotto di Bondone, an Italian painter and sculptor, 
started a new trend in art by introducing more dramatic gestures and facial expressions in 
biblical representations. Giotto Di Bondone developed the way of representation of the human 
body which allowed him to create more realistic works of art (Murray & Murray, 1970:7). 
  
Art and Techniques 
 
Art had a huge play during the Renaissance, it was considered to be a path to knowledge 
and to a better understanding of the relation between man, religion and everything that was 
surrounding man. In order to have a better understanding of this relation, the artists had to 
come up with other techniques of representation. One of the techniques is called lifelike art, 
which helped the artist create a painting closer to reality that the paintings created before. 
(Grzymkowski, 2014: 188). The artists were using horizon lines and vanishing points that 
created a three-dimensional image, which gave a better perspective to the viewer. Another 
technique was to include shadows and to study the lights that helped them create a more 
aesthetically pleasing painting (Grzymkowski, 2014: 188). Through these techniques the artist 
was also able to create paintings that gave the viewer a positive emotion and also a better 
understanding of the message that the artist was trying to express. Artists were able to create 
paintings using their own interpretation of religion, which helped the viewer see religion from 
different perspectives (Grzymkowski, 2014: 189). 
Leonardo Da Vinci Last Supper 1469 
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Because of renaissance artwork had a storytelling idea, the artists had to use their 
observational perspective, but also their visual description, which lead to impressive and 
captivating religious artworks. Artists such as da Vinci, Michelangelo, Raphael, Giotto and 
Botticelli were creating paintings considered to be astonishing especially due the fact that they 
were representing and giving a different representation of human life (Grzymkowski, 2014: 189). 
 
The Avant–garde 
 
The first apparition of Avant-garde took place in the 19th century in the socialist France 
(Edwards & Wood, 2004: 2). The term Avant-garde has been considered to have two different 
purposes in art history. One of the purposes has been correlated with the method of describing 
movements, which gathered a sequence of ‘-isms’, for example Expressionism and Dadaism. 
The other purpose of the movement was not to emphasize the independence of art, but instead 
to use all its resources to change the modern world (Edwards & Wood, 2004: 2). 
Clement Greenberg introduced the notion of Avant-garde in 1939, in his essay Avant-
garde and Kitsch, when he claimed that art should be created for “art’s sake” and artists should 
try to be more independent from religion or political influences (Edwards & wood, 2004: 3). 
 
Realism and Hegel on The End of Art 
 
"Art, considered in its highest vocation, is and remains for us a thing of the past. Thereby it has 
lost for us genuine truth and life, and has rather been transferred into our ideas instead of 
maintaining its earlier necessity in reality and occupying its higher place." 
Hegel’s Lectures on Aesthetics, winter semester 1828. 
 
 
Arthur Danto was apparently not the first to write on the end of art. Hegel’s Lectures on 
Aesthetics in 1828 brought up just that thesis, and seemed to be the inspirational source for 
Danto. Hegel’s Thesis on the end of art was brought on by a shift in the artworld going from 
Romanticism to Realism. Where art up until the 19th century traditionally was of idealized 
historical, religious or mythical motifs beautifully painted, the new wave starting in France 
brought ordinary motifs of everyday life onto the canvas. Hegel considered thinking to have a 
history, and that the various historical phases of art were phases of thoughts expressed as art. 
Art had been linked with religion, spiritual needs and truth of spirit and Hegel said of art that it 
was “born of the spirit and born again” (Danto, 1999: 3) and that art’s “highest vocation” is 
“…man’s rational need to lift the inner and outer world into his spiritual consciousness as an 
object in which he recognizes again his own self” (Danto, 1999: 3). However, Hegel’s thesis was 
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not a criticism of the new, but quite on the contrary seen as freeing the artist from “bondage to a 
particular subject matter and a mode of portrayal…” (Danto, 1999: 7).  
 
With the new Realism, art moved from being a spiritual expression to seeking a reaction. 
From something that way beautiful and idealized to a prove of the social injustice. The famous 
Realist Gustav Coubert, painted the everyday person and claimed “Realism is democracy in the 
art”. If art was about beauty and aesthetics, Realism gave the first blow on its death path. 
 
The Impressionists 
 
Inspired by the Realism and freedom from the aforementioned ‘bondage’, Impressionism 
arose. The opening line of Bernard Denvir's essay on Impressionism in the book Modern Art – 
Impressionism to Post-Modernism says “Impressionism is the most important thing that 
happened in European art since the Renaissance….From it virtually all subsequent 
developments in painting and sculpture have stemmed, and its basic principles have been 
reflected in many other art forms” (Denver, 1974: 11). 
 
This was the beginning of what might lead to the end and therefore an important part of 
art history. With the political turmoil and the speed of the industrialization as their backdrop the 
Impressionists’ ideologies were shaped seen as a revolutionary reaction towards the artistic 
establishment. However the Impressionists were, unlike the Realists, not political. They were 
greatly inspired by the photography and its ability to capture the fleeting moment and occupied 
with catching the shifts in light dependent on weather and time of day purely for their personal 
amusement. Where paintings were usually made in the studios, they were now mostly made 
outside using natural light, and the artists played with the reflections of light, fast and coarse 
painting strokes to illustrate movements and using a vivid palette of color trying to capture the 
light and movement of, for instance, a landscape. 
 
The Impressionists were introduced by photography to the concept of pictorial series and 
different ‘crops’ and angles for the painting and would paint hundreds of pictures of the same 
motif utilizing these new techniques. They were a group of artist who meet in in the Parisian 
cafés and exchanged thoughts and ideas. This in itself was a new phenomenon and they were 
the first group of artists to be linked to a self-conscious group. 
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The Impressionist showed what they perceived instead of what they knew to be there. 
This approach created immediacy and spontaneity and strayed from the arrangements of 
objects and schooled ways of expressing different moods. The subjective attitudes of the artists 
came in focus. 
 
The term Impressionism comes from a painting by Claude Monet by the title Impression: soleil 
levant in 1872 (Hornung, 2000: 212).  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Claude Monet Impression: soleil levant 1872 
 
Their paintings were greatly criticized for not ‘being done’ and caused confusion and shock 
among the traditionalists. Many of the artists were not recognized at first and had huge 
economical difficulties early in their careers, but towards the 1880’s they started to win 
acceptance and made way for other schools of art and various -isms and a multiplicity of visual 
styles. 
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Dadaism 
 
Take a urinal and try to exhibit it as a piece of art; then you have Dadaism. As a reaction 
to the First World War and the meaninglessness of it all, a movement called Dadaism surfaced 
in Europe and North America and was established in Zürich in 1915 (Hornung, 2000: 104). The 
Dadaists protested against a world of destruction and rejected reason and logic, and prized 
nonsense, irrationality and absurdity as a political 
statement on what had become of the world. They reacted 
with irony, cynicism and anarchism to the bourgeois 
society, making a point out of making art that was not 
beautiful, non-art, while they expressed frustration and 
anger. The movement manifested itself through visual art 
and poetry. 
 
 
 
 
 
Marcel Duchamp Fountain 1917 
 
“Dada works have their only real existence as a gesture,  
public statements of provocation. Whether at exhibitions or  
demonstrations (and the distinction between them as far as  
Dada was concerned was deliberately blurred), the Dada object, painting 
or construction was an act which expected a definite reaction.” 
 
Dawn Ades “Dada and Surrealism” Modern Art Impressionism to Post-Modernism 1974 
 
The bourgeois saw the Dadaists as barbaric villain revolutionaries and the Dadaists saw 
the artists as a product of the bourgeois (Ades, 1974: 203-4). The artist behind the urinal art 
piece Fountain (1917) was Marcel Duchamp who arrived in New York with a glass globe of air 
from Paris calling these forms of artworks Readymades. The Readymades were 
demonstrations of ideas and consisted of pre-existing materials, sometimes from nature like the 
Parisian air but usually man-made objects sometimes altered, at times just with an inscription or 
perhaps a signature, which then were presented as artwork. The pieces showed that “no aspect 
of the world could be considered to lie outside the artists’ scope” (Wilson, 1974: 307) and that it 
was a matter of making choices. These concepts were taken up again and used in Pop Art. 
Although Dadaism had a considerably short lifespan it laid ground for later -isms such as 
Surrealism and was an inspiration source for Pop Art and installation art. 
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Pop Art 
 
Pop Art was a stylistic development that took place in Great Britain and North America 
from about 1956-66. Roy Lichtenstein, one of the founders of Pop art told an interviewer: 
“Outside is the world; it’s there. Pop art looks out into the world” (Wilson, 1974: 305). For Pop 
Art the importance of dealing with the contemporary world we live in is of vital importance, as it 
was for the Realist a century earlier. Art was brought back to being figurative after a period of 
becoming all about the expression of the inner personal life and state of mind of the artist and 
more and more absurd and abstract. The world the pop artist was looking out at was the 
environment of the urban metropolis. Their subjects of art were inspired by comic strips, 
pictures in magazines, advertisements, the entertainment industry, consumer durables like 
refrigerators and cars, food items like hotdogs and ice cream, and money. Where the objects of 
Pop Art are presented in the same way as the traditional motif of for instance Cézanne’s apples, 
the motif in itself is not traditional and therefore engage the spectator’s attention. These 
figurative pieces, a new form of Realism but done in an abstract and modern way, looked truly 
like the real thing and it became hard to distinguish the piece of art from a non-piece of art, like 
with Andy Warhol’s Brillo Boxes. Andy Warhol played an important part in the Pop Art 
movement. He was an American artist born in 1928 who began his career by doing commercial 
illustrations. At the turn of the 1960's he turned to fine art. He based his first paintings on 
cartoons and commercials, and found fame quickly. His now-iconic Campbell's Soup Cans 
began to cause a sensation in the art circles. 
 
He then went on to paint portraits of cultural icons of that time - the most famous images 
being those of Marilyn Monroe. When asking Warhol what his pieces were about, he would say 
there was no meaning behind them. Yet he managed to capture the time and the spirit that he 
lived in in such a powerful way. One of his strongest pieces was of Jacqueline Kennedy 
mourning her husband after his assassination.  
Warhol held his first sculptural exhibition in 1964. He displayed accurate replicas of 
supermarket product boxes, like the Brillo box. These pretty yet mundane objects caught the 
eye of Arthur Danto, who soon after published an article on Warhol called The Artworld. His 
analysis at the time went largely unnoticed, perhaps as Andy Warhol was only rising up to the 
high fame he would later enjoy. Art historians have later on found interest in Brillo Boxes, 
among others. When the piece came out, abstract expressionism changed over to Pop Art. The 
character of Warhol himself cannot go unaddressed either - his persona was controversial and 
attention-grabbing. From the silver hair to his sexual ambiguity, his being was arguably a work 
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of art in itself. He created a world of his own with his art studio The Factory, where he hosted 
many parties and entertained famous friends. 
 
A New Perspective on Art 
 
During the 19th century and through transformations in the history of art, objects that 
either were or looked like ordinary objects started to appear as pieces of art (Danto, 2000: 131). 
In Arthur Danto’s book The Transfiguration of the Commonplace (1981) he brings up and 
recognizes the question that if you take two objects that resemble each other, one a piece of art 
and the other a non-piece of art, what is the difference in status? (Danto, 2000: 131). 
Previously, philosophers would not have asked that question, since as mentioned earlier, there 
was a clear idea of what art was and was not up until then. Back to the question of why for 
instance Warhol’s Brillo Boxes is art and an actual Brillo box is not, Arthur Danto argues in the 
essay Art and Meaning that “first, works of art are always about something, and hence have a 
content or meaning; second, that to be a work of art something had to embody its 
meaning.”(Danto, 2000: 132). Taking these two conditions the Brillo boxes would pass the ‘art 
test’ by being both about something and also embodying meaning. However, he says that this is 
not the entire story, but if he could not get these definitions to hold he’s not sure how a definition 
without them looks.  
    Andy Warhol Last Supper 1986 
 
Looking back on art history, it is apparent that based on what art used to be, say in its 
original form of something beautiful and aesthetic which had a clear aura of artness about itself, 
it has undergone several deaths on its journey to the present day. Art is something constantly in 
movement, which continuously changes forms and concepts in reaction to what has come 
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before. It seems more than ever to be an expression of the society we live in. To end the circle 
where we started, with the claim that Warhol and the Pop Artists killed art, it is quite ironic in a 
sense that after art has been on a long goose chase around and out in Surrealism and 
absurdity, the pop artists bring back the figurative art. Pop Art represents what was important to 
us in the 50’s and 60’s, the consumer society and idolization of famous people, just as classic 
pieces represent what was important to our ancestors, religion and religious icons. The answer 
to the question “what is it about our culture that is really important and authentic?” is quite hard 
but also intriguing. How are we going to reinvent ourselves or refocus ideas at a time when 
everything has been done and there no longer are any rules?  Or are we to move backwards 
and try to retrieve what was once lost? And is that even possible? Only the future will tell what 
art has in store for us. 
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Theory of The End of Art 
 
Arthur C. Danto Meets the Art of Andy Warhol 
 
Arthur C. Danto was a professor of philosophy at Columbia University in New York. In 
1984 he began writing for The Nation as an art critic and continued to contribute to the 
magazine for 25 years. 
 
Arthur Danto was fascinated by Andy Warhol and art. Warhol’s work raised many 
questions about what art was and what it would become in the future. Danto was fascinated by 
Warhol’s ability to find the common popular culture and to pick out the images of culture, which 
defined his talent. Warhol could build a feeling unity in the American people by portraying 
images of the pop culture such as Marilyn Monroe, the Brillo box or the Campell’s Soup can. 
Andy Warhol was a gifted man in terms of recognizing the conscious desires of the American 
people, and his ability to create images of the common people’s needs and wishes as well as 
their fears. His political stand was shown in his portrayals of what the nation trusted and what 
they mistrusted through his art. This gift of persuading people by their conscious desires is what 
Danto refers to as Warhol’s political genius – it has been seen before in other settings, one 
example is Adolf Hitler, “Very few politicians actually posses political genius in this sense, and 
perhaps it is a good thing…. Joseph McCarthy possessed the gift, for example, and so did 
Hitler, who created an image of the Jews so virulent that it had to have captured something 
deep in German consciousness”. (Danto, 2001: 380) 
 
Danto first became familiar with Pop Art while on sabbatical in Europe in the early 
1960’s. One day at the American Library in Paris, Danto was flipping through the pages of an 
edition of ARTnews as a black-and-white reproduction of Roy Lichtenstein's The Kiss caught his 
eye. He was stunned to find it represented as an art piece in an art magazine as to him, it 
looked more like something out of the comic section of any American newspaper. Danto was, at 
first, certain that The Kiss could not be considered art but was still intrigued and curious as to 
why it was represented as an art piece in magazines and galleries. If this is art, then anything 
can be art, he concluded. He wished to become more familiar with this new art movement and 
as he returned to New York he decided to go see as much Pop Art as possible. 
 
In April 1964 Arthur Danto visited Andy Warhol's second show at the Stable Gallery. This 
was Warhol's first sculpture show and contained his now iconic sculpture Brillo Boxes. Brillo 
Boxes was a direct replication of commonplace grocery boxes one would find in any American 
supermarket. Warhol made Brillo Boxes in his studio in Manhattan, The Factory, out of 4 pre-
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fitted pieces of wood for each box. At the exhibition, the hundreds of boxes were piled on top of 
each other in the exact same fashion you would see them piled in the supermarket. 
The show made a great impression on Arthur Danto. He described the visit as a 
‘transformative experience’; even the one experience that turned him into a philosopher of art. 
As an artist and art student himself he had always been interested in art. Up until the point of 
the exhibition he had not been concerned with the philosophy of art. 
 
The problem of how to define art has been around since the time of Plato and has over 
time been raised in new forms. The question of quality and beauty in art has always been a 
heatedly debated subject in the artworld - the Dadaists refused to make art that was beautiful at 
a time where beauty was considered the true essence of art, and with their refusal arose the 
question: if art does not need to be beautiful, then what does it need to be? In Danto’s opinion, 
Andy Warhol took the question to a whole new level; he challenged every definition of art that 
had ever been thought out. As mentioned, Warhol’s Brillo Boxes looked exactly like the Brillo 
boxes in the supermarkets. When looking at Andy Warhol’s work from an aesthetical angle, they 
are as neutral as the personality he endeavored to the art he created. In real life you could 
detect a small difference as Warhol’s Brillo Boxes were made of wood and the supermarket 
Brillo box made of cardboard, but in a photograph it is impossible to tell a difference. This lead 
Danto to ask: “given two objects that look exactly alike, how is it possible for one of them to be a 
work of art and the other just to be an ordinary object?” (Danto, 2009: 62). If what makes 
something art is not visible to the eye, then how can we tell whether it is art or not? It seems 
anything can then be art, and according to Danto this marked, as stated, the end of art. 
 
The End of Art Theory 
 
The upraise of the end of art according to Arthur Danto, came along with the fact that art 
no longer had any limitations - and on philosophical grounds had freed itself to being whatever 
the artist desired to do with it, such as evident with Brillo Boxes.  
In 1984 Danto published a new theory of art. In his essay The End of Art Danto claimed 
that art had died along with Pop art. When the debated end of art took place, art had already 
developed in many directions throughout history, when looking at art in ancient times, the 
Renaissance, Impressionism etc. which all reacted to previous art periods. But according to 
Danto this was now over - there would be nothing more to rebel against, because without any 
rules, nothing could be right and nothing could be wrong. 
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A commonly misunderstood part in Arthur Danto’s theory is the difference between the 
end of art and the death of painting and the production of art. By the end of art it is understood 
that there cannot be any more innovative art created, because art is now going in all directions 
instead of one as it used to – but the point is that there can still be art made and created – but it 
will not have any greater post-historical meaning. On the other hand the death of painting is, as 
the title describes, the end of painting. Douglas Crimp, an art critic, would argue that the death 
of painting occurred in the 1880’s after Impressionism, as already explained. One thing to point 
out is that painting was also announced dead in Arthur Danto’s theory in the 1980’s. ”But 
whatever the internal limitations of painting - if there are any - it was painting as a whole which 
was held to be dead in the 1980’s.” (Danto, 1998: 138) This means that the death of painting 
happened 20 years after the end of art. New limitations of painting emerged in the 1980’s - it 
was at that time harder to find new niches of originality for the painters. These limitations 
resulted in painting no longer being the muse of art-history. Painting now lacked social, 
economical and structural support from the people. With all these new forms and ways of 
creating art, it was  no longer intact (Danto, 1998: 138). But according to Crimp the end of 
painting helped pave the way for photography as art (Danto, 1998: 137). However, how can it 
be that art if died with Andy Warhol, the art of painting dies 20 years later? Would one not think 
that painting would die at the same time as the rest of art, or maybe art has as many lives as a 
cat? 
 
Danto raises a critique toward narrative sentences in art. They are the narratives of the 
art and are aiming to communicate with the historical narratives. The historical aspect of 
narratives, do not belong to the occurrences of which they describe. They are described 
afterwards, because it is impossible to depict the future before of the final narrative, until it had 
occurred. To explain narrative sentences, Danto uses the example of a question asked by 
Monroe Wheeler at an exhibition of the art of the dead artist Soutine in 1943. Wheeler 
wondered if Soutine’s art was Abstract Expressionism. Arthur Danto argues, that one cannot 
know the answer - because the artist died before the understanding of Abstract Expressionism 
existed, and can therefore not explain the art which he has produced. At the same time, 
although the art might have family resemblance to Abstract Expressionism, the art pieces were 
created before the art period was constructed in the 1950’s (Danto, 1998; 140). Danto is highly 
critical towards the interpretations of the narrative sentences of art, because this can sometimes 
be a blurry term. 
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One of the criteria of aesthetics was that art always had some common embodied 
appearance. Pieces of art created in one art period might look different, but at the same time 
they have similarities, which connects them to the specific time period. But with Pop art in the 
1960’s and later on, there were no longer a common appearance in the produced art. The 
artists were going in different directions, there was not one certain direction any longer – and 
this was the end of art according to Arthur Danto. 
 
For an art period to appear, the art created must embody a certain essence of 
similarities; no matter how little resemblance art pieces have to each other for them to be 
understood as art. (Danto, 1998; 128) Danto emphasizes, “that only when these extreme 
differences were available could one see the possibility of a single, universal concept” (Danto, 
1998; 128). For this essence to be recognized there has to be a definition, but Danto rejects the 
need for one, simply because art cannot be defined under one definition. Instead he believes 
that the various art periods are established upon family resemblance classes, based upon the 
thoughts of Wittgenstein  - of whom Danto was quite fond. Wittgenstein’s theory of family 
resemblance will be expanded further down.  This made it possible to see the difference 
between what art belonged to which period. This all changed with Pop Art and for example 
Andy Warhol’s Brillo Boxes. It made it impossible to see what was art and what was just a 
cardboard box in a store, when looking at it in a photograph, so with the family resemblance 
theory - what was now art and what was not? 
 
Danto and Wittgenstein both agree on the fact that art cannot be clearly defined - the 
classes of artwork have no certain property or sets of properties to be pinpointed into a definite 
definition. Instead of trying to find a definition of art, because frankly, this is impossible, Danto 
agrees with Hegel, who a century before, also had the epiphany of the end of art, as explained 
earlier. Both agree there has to be two conditions in an art piece and believe these conditions to 
be; "(i) the content of art, and (ii) the work of art's means of presentation.” (Danto, 1998; 130) 
These conditions are imperative for art critics to do their job adequately. Some art critics do 
believe that the quality (meaning for example beauty) of art should be a third condition; but 
Danto refrains from acknowledging this. Art is simply impossible to compare in value, size or 
excellence to be judged upon its quality. Art is viewed differently from culture to culture - what is 
art and what is not, and what can be seen as art. An example is In Advance of a Broken Arm by 
Duchamp, it is a snow shovel, a common artifact when living in places with heavy falls of snow. 
But if living without snow this ordinary thing is suddenly new and exciting and can be interpreted 
as art, while for others it is just an ordinary snow shovel. Duchamp calls this kind of art 
Readymades, and they are aesthetically neutral, for example, The Fountain which was created 
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in 1917, a porcelain urinal with the inscriptions "R. Mutt 1917” - these pieces should according 
to Duchamp, make one feel no aesthetic emotion towards the objects (Ades, 1974: 206). 
Duchamp’s art was exhibited during Dadaism, and had according to him nothing to do with 
questions concerning aestheticism. 
In order to be made into art, commonplace artifacts would have to be able to be presented or 
interpreted aesthetically – although this was not Duchamp’s intention. This is also the critique 
Danto raises when speaking of narrative sentences.  
 
Quality was once a question of aesthetics, but after the end of art, aesthetics has been 
distanced from art. In broad terms aesthetics are based on the beautiful, the ugly and the plain 
and these circumstances are too simple and also a too restricted range to work with in newer art 
(Danto,1998: 133). Post-historical art does not necessarily need to say anything or be anything 
– it can be imitation such as for example Warhol’s Brillo Boxes, which says more about the 
world and society in which it is created than the piece of art itself, as well as it being 
aesthetically neutral. Many historical events happened during the time of Pop Art, the anti-war 
movement against the war in Vietnam, the uprising of students in universities throughout 
different nations, color-TV and popular culture, with characters such as Marilyn Monroe or the 
Beatles. These new tendencies of culture worked as fertilizers for Pop Art  to grow. Arthur 
Danto rewrites one of Andy Warhol’s quotes so it fits to modern times which describes the 
relationship between art and the people. “If you want to know who we were, just look at the 
surface of Andy’s prints… for there we are.” (Danto, 2001: 84)  
 
Art and philosophy have been joined together throughout history. The result of the end of 
art, Danto claims, is not that art becomes philosophy but instead they are now headed in 
different direction. Along with the end of art, it has liberated itself from philosophical definitions 
by the fact that art can now be anything – the limits of what art can accomplish goes beyond 
philosophical understanding. Since there are no directions in art it has freed itself, and its only 
actual critic is the artist itself. One cannot tell if the produced art has a deeper meaning, or if it is 
just exactly as it appears in front of you. This is also recognized as the highest reality art can 
achieve, according to Danto. (Danto, 1998: 130) 
 
Danto states that a philosophical disenfranchisement of art has happened through time 
starting with Plato, which has resulted in degrading art from philosophy “by assigning it to the 
domain of dream and illusion” (Danto 1998: 134). Danto argues that this view has been passed 
on from generation to generation, and has unconsciously disrupted the understanding of art in 
many philosophies, by merely saying that art is mimicking and imitating things and that it is 
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without utility. One cannot do anything with art, one cannot create anything with it, but art can 
still be dangerous exactly because it is imitating the world surrounding us. But as Danto argues, 
degrading art to be illusions, dreams and simple appearances makes art seem less real, and 
this disenfranchisement of art has been taking place for centuries. (Danto, 1986:7) 
         
With its liberation art is no longer limited to philosophical critique because as mentioned, 
art is its own biggest critic. Danto is not blind in this theory for the possibility of new eras of art in 
history, although he is skeptical about it. Danto is open to the fact that it is impossible to predict 
the future, which means that the art produced can have a historical meaning for a possible new 
era – but from how Danto sees it, whatever art is being produced in the post-historical time will 
have no further significance because the end of art has already happened. This can be 
connected to the philosophical theory of Hegel, who saw art as epic self-knowledge (Danto, 
1999: 5). Hegel’s theory of the end of art took place right after the Enlightenment period and 
Romanticism. His theory was based upon the investigation of the spirit, which he uses when 
discussing art, history and philosophy. But though Hegel wrote a thesis upon the end of art, art 
still continued to reinvent itself and create new eras. 
 
It is important to understand that by the end of art, Arthur C. Danto did not mean that 
artists would stop making art or good art for that matter. He believed that the history of art had 
come to an end with Andy Warhol and Pop art in the 1960’s, but that the ‘end of art’ is merely 
the beginning of a new modern era of art, a post-historical era where with aesthetic neutral 
artifacts in the artworld, anything can be art. When anything can be accepted as art, Danto 
declares, there are no criteria for artists to challenge and therefore there will be no new 
movement and this is what marks the end of art. 
 
The Institutional Theory of Art and the Artworld 
 
        After going to Andy Warhol’s exhibition Arthur Danto was astonished by this new era and 
creations of art. This lead him to change from being a ordinary art and philosophy student to 
being a part of the artworld. Arthur Danto writes in his essay from 1964; “To see something as 
art requires something the eye cannot decry – an atmosphere of the artistic theory, a knowledge 
of the history of art; an art world.” (Danto, 1964: 61) Danto laid out the principles for the 
Institutional theory - but he never considered it a theory. George Dickie took Danto’s principles 
and made them into the Institutional theory of art. Danto denounces any responsibility of this. 
He wrote the essay The Artworld and used the term artworld for the first time; this essay was 
published in The Journal of Philosophy in 1964, shortly after the exhibition of Brillo Boxes. The 
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term artworld has since then been commonly used. In The Artworld, Danto tries to set up terms 
for distinguishing Brillo Boxes from Brillo boxes by questioning the Institutional theory, and 
questioning who decides what is considered art and what is not. The artworld consists of artists 
creating the art, as well as the ones who participate in selling, trading, buying and critiquing art, 
as well as having obtained an understanding of art history. Danto was truly fascinated by 
Warhol’s Brillo Boxes, but he himself was not yet a part of the artworld when Andy Warhol’s art 
was exhibited in various galleries. Andy Warhol stirred the participants’ understanding of what 
was art and what could be considered as art in the artworld, this resulted in for example the 
Director of the National Museum of Canada, Charles Comfort, as well as many gallery directors 
not allowing Warhol’s art in their galleries because they did not consider it art. 
 
Danto is specific, though, to state that the artworld is not based on an elite who decides 
what is art and what is not. Andy Warhol’s Brillo Boxes was not popular amongst museum 
directors and gallery owners, but amongst the common people his art was much enjoyed 
(Danto, 1992: 38). For a piece of art to be art, it has to be reasoned historically – not by the 
elite. Brillo Boxes was art because of historical reasons, which had prepared the world to this 
kind of art (Danto, 1992: 40). Previous art periods had extracted the perceptions of what art 
could be, if Andy Warhol had created his art in earlier times it probably would not have been 
accepted as art, because the historical reasons did not yet exist. 
 
George Dickie and the Institutional Theory of Art 
Arthur Danto’s thoughts of the institution of art and the artworld has inspired 
philosophers; one of them is George Dickie. Dickie is a professor of Philosophy at the University 
of Illinois-Chicago. George Dickie’s Institutional theory and Danto’s reflections do have some 
similarities – but through several critiques upon each others written works of the Institutional 
Theory of Art, it is clear that they might not be so similar after all. Dickie’s theory was originally 
inspired by Arthur Danto’s reflections upon the structure of the institution of art.  Dickie’s theory 
is defined by “s work of art is an artifact of a kind created to be presented to an artworld public. 
An artist is a person who participates with understanding in the making of a work of art. A public 
is a set of persons the members of which are prepared in some degree to understand an object 
which is presented to them. The artworld is the totality of all artworld systems. An artworld 
system is a framework for the presentation of a work of art by an artist to an artworld public" 
(Dickie, 1997).  Philosophers such as for example Danto have revised Dickie’s definition of the 
Institutional theory a few times, the revision has been to clarify misunderstandings of Danto’s 
original thoughts of the structure of the artworld and Dickie’s interpretation of it. 
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Dickie is highly critical towards Danto’s model of The Artworld and his different views. 
Although it should be mentioned that Arthur Danto also points out different flaws in Dickie’s 
Institutional theory. One of his critique points is towards The Artworld from 1964, when 
explaining whether or not it is necessary for a piece of art to have a further meaning: “It 
sounded very important when Danto asserted that works of art can be symbolic expressions but 
they need not be, and this is a considerable deflation of art claim.” (Dickie, 2012: 115) Dickie 
does not comment on his own belief on whether a piece of art has to be about something, but 
he does have a larger faith in the creation of art, also believing in art being created by children, 
because they will be able to have an artistic understanding of what is created. Dickie then 
questions why a production made by a child cannot be considered art, when it most likely has 
more to say than what is put on the walls in galleries. (Dickie, 2012: 115)  One of the biggest 
contrasts is the view upon whether or not art is about something. Arthur Danto clearly states 
that a piece of art has to be about something to be considered art, and Dickie says that it is not 
a necessity, that art can be art without saying anything – this is also shown in his revised 
definition of the artworld. 
 
Danto’s critique towards George Dickie’s theory is that he views his theory as being too 
institutionalized, and nearly mocks Dickie for his views. Art cannot be created without the 
artworld (as an elite) accepting it as art. Dickie rejects this claim by stating that Danto has 
misunderstood what was being said, mentioned and meant in his previous essays and accuses 
Danto for being arrogant for not wanting to revise his view upon Dickie’s Institutional theory. His 
definition states that the artist produces art to the artworld audiences and this is what creates 
and shapes it and makes it what is known to be art. Dickie states that just by saying that 
something is the way it is, does not make it reality and uses the example of White on White, 
painting by Malevish, from 1918 during the Suprematist movement, based on basic geometrical 
forms. (Nash, 1974: 196). This is also a critique of Danto’s critique towards his theory, of 
claiming that just because Danto says that Dickie is wrong does not make him wrong. Dickie is 
clear on where he stands in terms of Arthur Danto’s theory when proclaiming as the last thing in 
the book Danto and His Critics that: “Danto is wrong” (Dickie, 2012: 117). 
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Discussion (and maybe Conclusions?) 
 
Is Art Dead? 
 
No matter how convincing Danto may sound, his claim is quite problematic. It does not 
take more than a single glance at a newspaper, television or out the window to determine that 
art has surely not died or ceased to exist. It certainly does seem that there still are artists, 
creating works of art, which are then exhibited at art galleries. 
 
While Danto himself did acknowledge art still being made after its apparent 'death', what 
he fails to see is any valuable development after Andy Warhol blowing up the borders of the 
concept. To an extent, this makes sense to say. In a way, it is as if gravity has been lifted from 
above the concept of art. Like particles in space, art begins to now float around freely, losing its 
form and posture with nothing to hold it together and in place. If there are absolutely no more 
boundaries or restrictions of any kind, it seems impossible for art to gather itself and take on a 
new direction. At most, it would end up spinning in a never-ending circle. 
 
This thought also suggests that every previous movement in art has been a direct 
reaction to something preceding it. While Dadaists rebelled against beauty being the purpose of 
art, abstract art challenged the idea that art should actually depict something specific and 
recognizable. If what is left now is only complete and devastating freedom, there is no longer 
anything to react to. Therefore, no effort is going to make a difference beyond this point. 
 
A pessimistic thought like this shows more of a lack of imagination from its holder, 
though. It is evident that art and artists will forever continue to at least attempt to rouse some 
sort of novel reaction from the audience. If Danto is concerned about the quality and effect of 
these attempts, his arguments hold no water, and are purely speculation. As examined in the 
history part of our project, art can arguably be said to have 'died' more than once in the past (as 
claimed by Hegel, for one), and certainly experienced a rebirth at every turn of a new era. As 
established by the initial struggles of Impressionism for one, all new movements create 
confusion, and allow definition only afterwards, when they have already established their 
existence. Gazing into a crystal ball proves futile, since all things new come as a surprise and 
against previous calculations. If a new movement, or the lack of one, can be determined before 
it has even emerged, the mark has been missed. One cannot know what the future holds for 
something that stems from novelty and creativity - otherwise it would not be what we call 'art'. 
On one hand, Danto clearly acknowledges (in The End of Art: A Philosophical Defense) 
historical narratives normally being written after the time they refer to, but still considers his own 
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work being written aptly about its time in the appropriate moment. He creates somewhat of an 
oxymoron, and it still seems as if Danto could not see a new direction for art, simply because it 
did not present itself, yet. 
 
In the art world of today, many old rules no longer apply, as Danto correctly points out. 
Art is surely more loose than before, and harder to identify as such without at least some 
additional information. This may include knowing that a piece of art has been produced by an 
artist, or that it is exhibited at a gallery, or other external forms of validation. 
 
Still, art continues to find new ways to engage and impact its spectators, in an attempt to 
offer them something larger than the sum of its parts. This seems to be taking form in 
interactivity. 
 
Interactivity in art refers to an installation of a sort, which enables and even requires the 
participation of its spectators. With the input of the audience in one way or another, the piece 
then becomes 'complete'. As with all art today, the limits to this are wide, but ultimately any art 
piece that allows the spectator to interact with it, or engage in some way, can be considered 
interactive art. This can include walking in or amongst the piece, touching it etc. or something 
more immersive, actually taking part of the creation of the piece as it stands and lives. 
 
Early examples of interactive art could already be found in the 1920's, for instance in 
Marcel Duchamp's Rotary Glass (Paul, 2003) where the viewer was to turn on a machine in 
order to see an optical illusion. However, it really began to take off in the 1990's due to 
development in computers, and subsequently, the new connection between machinery and man 
(Muller et al., 2006). Famous current artists incorporating interactivity in their pieces include 
Thomas Charvériat, who uses everyday objects as well as video, sound and light sensors that 
react to the viewer, as well as Maurice Benayoun, who works with combining video, virtual 
realities and wireless technology, among other techniques. 
 
Directly attaching the viewer to the art piece creates a new experience of value, as the 
focus shifts from the artist or the piece itself to the end result - a collaboration between the piece 
and its spectator, that is renewed and unique with every viewer and their input. From pieces that 
create narratives by offering the viewer options on where to direct the piece (LORNA by Lynne 
Hershman Neeson) to light installations that respond to the person walking through it (The 
Cinimod Studio Tunnel in London, among many), a lot of interactive art narrows the distance 
between the viewer and the art displayed. While we are used to the ‘don't touch’ signs in the 
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clinically white and proper art galleries, we are now able to experience the pieces with more 
senses than just vision and hearing. A step even further outside of this is interactive art brought 
to our own homes and desks; often with interactivity added to it, net art, digital artwork, is also 
distributed through the internet taking the art out of the gallery. 
 
Technology is and surely will be increasingly present in art - and Smithsonian's Hirshhorn 
Museum director Richard Koshalek predicted in the museum's magazine in 2010: 
"Seriously, though, by 2050, I believe that artists will be exploring and affecting all aspects of 
our daily environment in the most original ways possible. We’re already seeing that artists today 
are moving beyond the four walls of established institutions (such as museums) and are directly 
engaging and inspiring a range of new audiences. Through new technologies especially, these 
audiences will grow, as will artists’ presence and influence." (Koshalek, 2010) Koshalek goes on 
to picturing "an increasingly rich dialogue between the artist and the audience". By becoming 
more and more accessible, the character of art will continue to develop with the audience it is 
created for. 
 
While other types and categorizations of art take direction (or not, if you side with Danto), 
and among possible categories countless sub-categories may be emerging, interactivity and 
technology seem to be the next way of adding value to art. While most of the other options have 
been exhausted in the past, for the viewer to be able to create the art with the artist is yet a 
fresh and enticing experience - one that continues to certainly renew art, and not the least 
literally. 
 
And What is Art? 
 
So some new development can be recognized. However, if Danto truly sees the 'death' 
as a vacuum in which no sound will carry, and no movement will meet any surface to bounce off 
of, his claim is hard to debate. 
 
A definition for art to start with, is quite impossible to find - as Danto himself states 
throughout his works. In his essay After The End of Art: A Philosophical Defense, he himself 
states, that his "aim has been essentialist - to find a definition of art everywhere and always 
true". Transfiguration of the Commonplace attempts to navigate through this, as well as the 
problematics of Warhol's Brillo Boxes going against previous definitions, or at least those that 
Danto could at the time see. All throughout, he seems to be, interestingly, quite open-minded 
about the definition of art - and this has sparked criticism. Terry Eagleton from Oxford University 
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has stated in opposition to Danto: “If art mattered socially and politically, rather than just 
economically, it is unlikely that we would be quite so nonchalant about what is qualified for the 
title.” (Eagleton, 1997) 
 
While Eagleton is an expert on political aspects and criticism, he does make a point. Art 
in essence is free, but some guidelines are in order. While Danto discusses art and its being in 
length and with careful consideration, his views are ultimately only his. While his works have 
been said to have laid the foundations for the institutional theory (honed in on by George 
Dickie), Danto himself has later retracted from having much responsibility in it, as we now know. 
Neither are his views agreed upon by all - Danto's original Artworld essay as well as 
Transfiguration of the Commonplace have faced criticism from the likes of Robert Kudielka and 
Martin Seel. Where Kudielka disagrees with neglecting quality within the definition of art 
(Kudielka 1998: 88), Seel calls out an "irritating bias" against aesthetic appearance in art in 
Danto's writing. (Seel 1998: 103) 
 
Danto himself responds to both in After The End of Art: A Philosophical Defense, but in 
fact ends up, if not quite agreeing, certainly not disagreeing with either. While his philosophical 
work revolves around recognizing art and its essence, Danto is unable to find much to work 
with. But then, although discussion around art due to this ends up becoming quite circular, 
perhaps he actually ends up proving his own point? If even he simultaneously agrees and 
disagrees with his own critics, has art really lost itself? 
 
For the purposes of this project, it is imperative that we take part in this never-ending 
discussion as well.  To begin with, perhaps for anything to develop, or even legitimately exist, 
there does have to be some sort of resistance. Any sort of restriction or limit is the beginning to 
defining a concept - in order to understand what something is, it is imperative to first see, what it 
is not. 
 
If art can be anything, then nothing can not be art. 
 
And if there isn't anything that can not be art, then nothing can truly be art. 
 
But has art really faced its end in this way? Are there really no more guidelines to follow in 
understanding and creating art? 
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First of all, although we all do seem to have an idea what art is, it is a mission impossible 
to come up with a solid definition for the word. If an ideal definition requires finding qualities that 
all and only art has, we will get nowhere. 
 
For instance, we could say that all art has to embody beauty in one form or another. 
Obviously, many art pieces are in fact quite ugly - but it doesn't take much to loosen up the 
definition of beauty to actually be able to call ugly and hideous things beautiful. But beauty is 
also found in things that are clearly not art - in nature, beautiful buildings and such. Beauty is 
therefore not exclusive to art. 
 
Another quality in art could be a sort of exclusivity. Only the most gifted and virtuosic 
have been able to create art - and something created by a person of such talent and skill is 
therefore a piece of art. 
This does not go very far either. To begin with, we can take the example of an exceptional 
carpenter. His skill in manipulating wood may supersede that of many acclaimed artists with 
their own media. But while a coffee table that this carpenter crafted is arguable much more 
skillfully done, even more beautiful than Keith Haring's doodles, Haring's drawings are art, while 
the coffee table is not. Again, the parameters under which art operates do not extend to a 
carpenter, though they do to Haring. 
 
Adversely, we have to look at the effect of Warhol himself in relation to Danto's views. By 
bringing an everyday object into an art gallery, Andy Warhol caused Danto to lose sight of the 
value of the artist in art. Anyone could have brought a Brillo box into the building - it certainly did 
not take Warhol's years of training and experience as a painter and illustrator to create it. 
 
While there clearly is no single feature to tie all the things we call art together, we still 
hold a belief that we know what art is, and isn't. Wittgenstein introduced a theory of 'family 
resemblance' (Wittgenstein, 1953) for defining meaning of concepts. Instead of one particular 
thing that all and only art has, there are several overlapping features that create a continuation. 
Things we call art do not possess one set quality, instead they have many similarities, and 
occasional differences do not prevent them from falling into the category of art. One piece of art 
may not look like another particular one, but they do have qualities that make them relate to, if 
not each other specifically, then at least to a lot of other art. The development in between them 
keeps them connected. Fluidity creates consistency. No essence is to be found; instead art 
justifies its existence by, simply, existing. 
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Somewhat similarly to this, Richard Wollheim, an aesthetician rival of Arthur Danto's, 
suggested a historical analysis in defining art pieces as such. In Art and Its Objects (1968) he 
offers that we "first, pick out certain objects as original or primary works of art; and -- then set up 
some rules which, successively applied to the original works of art, will give us -- all subsequent 
or derivative works of art". Wollheim focuses on two key things: representation and expression, 
one or the other of these being present in art at all times, intertwined with historical context of 
some kind. 
 
When all is said and done, there are still people commonly acknowledged as 'artists' 
creating things we consider 'works of art', that are then displayed in spaces we all call 'art 
galleries'. The agreement on art still exists and lives. 
 
This agreement seems to revolve around a couple of factors. A piece of art, in order to 
be called art, has to be the product of some sort of work and therefore not entirely random or 
spontaneous. The execution may be seemingly slight - like a Brillo box replica placed in an art 
gallery - but there has to be some sort of intention behind it. An amount of thought is required 
either behind physically creating the piece, or what it communicates. The viewer must be left 
with an experience of some sort. Some form of justification should be found for the piece to 
exist, even if it is nothing more than it being 'pretty' or just 'being'. 
 
Secondly, status has to be involved. An outside source must attach value to the piece, 
whether it being the artist, the public or the gallery curator. As for these sources, there may not 
be particular reasons why they are nominated - again, it has more to do with a general 
agreement of things. We all need common parameters on which to function and understand the 
world. And frankly, if enough people agree, things become so. Authority is also nominated to a 
person or a source through general agreement, and Andy Warhol had been established as a 
person with authority to claim his Brillo Boxes to be art. 
 
Art as a concept has evolved through time, but has stood its ground and survived all 
change, struggle and development. Although people may have lost faith in, or gotten confused 
about what art is, or where it appears to go, it has always ended up somewhere. As we have 
already discovered looking at the evolution of the concept of art throughout history, art today is 
not what it was five hundred years ago. But we do still consider it a part of our reality - although 
with parameters that apply to the current age and time. 
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Can Art Die? 
 
Warhol certainly showed, that art can be unpredictably simple and incredibly mundane. 
Therefore art suddenly became disposable. But what does this mean? 
 
If every person on Earth suddenly acquires superpowers, can anyone be considered 
super anymore? Does an inflation of what once was exclusive then vanish it entirely? While it 
certainly may diminish its market value, it is a tough claim to say the concept then dies 
completely. Is it not more appropriate to say it simply adjusts itself to the new circumstances? 
Or rather, that we adjust our views toward it accordingly? Although superpowers would 
definitely become less exciting if they were at everyone's disposal, the wide range of powers 
from invisibility to X-ray vision would still exist, and most probably come to good use. We would 
in this case simply place another, a lesser kind of value on these super-skills. Perhaps 
superpowers would still subsist, but a person could no longer be seen as a superhero. 
 
 
Like superpowers becoming more readily available, art keeps facing change, while still 
keeping its worth. One common denominator for art seems to have been some sort of higher 
value a work of art possesses, and/or can offer its viewer. 
 
At one point, great art was made to show appreciation to God or similar higher powers - 
a gift to the greater forces and simultaneously a gate-way for mortals to come closer to a 
connection to the divine. 
 
At another, political innuendos have been present, and art can even have been viewed 
as somewhat educational. The shock value of more recent years (Andres Serrano's work being 
an example) caters to this. Art has been a vehicle to get its spectators thinking, or feeling. 
Again, connected and engaged, no matter the way. 
 
Even with all the apparent added value stripped off, art has also lived through times of 
simply embodying and portraying beauty. Beauty is a virtue that is ever-appreciated yet fleeting 
in the world. Even art that is 'pretty for the sake of pretty' is then providing the spectator with 
something of rare value, in this case something pure, admirable and enjoyable. 
 
Interactivity may truly be the next factor of value to offer. Although other means have 
been exhausted by now, people are still drawn to art, and being able to immerse themselves 
into art pieces provides yet a new and worthwhile experience. 
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As for the possible direction that has yet to present itself, Richard Wollheim agrees with 
Danto that one may not be able to pre-determine what art should or should not look like 
(Wollheim, 2012: 36). He however, does not then see art being able to be just anything at all - 
because art still has a point and a purpose. No matter if it is beauty, aesthetic pleasure or 
expression, art still carries value. Without value, art would be pointless - and pointless it is not. 
 
The definition of 'art' is ever-changing - and rightfully so. As a thing that is ultimately 
connected to creativity and a sense of the abstract, and seems to require added meaning 
outside its mere physical appearance, it is understandably impossible to lock it down into a solid 
and static description. When we take into account the different interpretations or the 
development of the concept of art throughout its history, and gain additional critical perspective 
from examining the philosophical approaches, we begin to see that it is difficult to announce, 'art 
is this'. 
 
We can say 'art is this' at appropriate times in history, or under other set circumstances, 
but categorizations like this do not ultimately hold water long enough to be counted on as a 
constant, a law or a fact. 
 
Although we cannot say that art is X, Y or Z, we can promise that art at the very least 'is'. 
This we can agree on, not the least significant of reasons being that we already do. 
 
Can Danto, one person among the billions of the rest of us, then really make such a 
grand statement? It is, after all, a matter of opinion above all else. Although Danto presents his 
claim with eloquence and conviction, and offers several arguments to support his thoughts, one 
person simply does not have enough horsepower behind them, for claims like this to suddenly 
become true. 
 
Until his views catch the minds of the undisputable majority, or Danto somehow acquires 
supreme authority in defining the development of art, not much will come out of his ideas. Art 
having died with Andy Warhol will remain nothing but an interesting opinion, albeit one with 
exciting connotation and catchy wording. 
 
And the future can never be predicted - it will be left up to the artists yet to come to really 
figure out in which way art will continue to live. The way Smithsonian's Hirshhorn Museum's 
Richard Koshalek sees it is: 
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"Artists are, at heart, opportunity-seekers who transform the world around us. They give me 
tremendous optimism. I believe the future is unknowable, but it is not unthinkable.” 
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